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THE PURPOSE OF THIS STUDY WAS TO DETERMINE THE EFFECTS
OF LIVE MUSIC PERFORMANCES UPON ECONOMICALLY AND CULTURALLY
DISADVANTAGED CHILDREN. TO EFFECT THE STUDY, A SERIES OF
SCHOOL CONCERTS BY OUTSIDE PROFESSIONAL FERFORMERS WAS
PRESENTED TO STUDENT AUDIZNCES IN DISADVANTAGED SCHOOLS IN
THE ESPANOLA VALLEY AND SANTA FE, NEW MEXICO. EVALUATION
PROCEDURES WERE ESTABLISHED TO DETERMINE THE EFFECT OF THESE,
CONCERTS IN TERMS OF HOW MANY MUSIC FACTS THE STUDENTS
ACCUMULATED AND HOW MUCH THEIR ATTITUDES WERE CHANGED ABOUT
MUSIC. THE METHODOLOGY INCLUDED--(i) OBSERVATIONS BY THE
RESEARCHER, (2) INTERVIEWS AND DISCUSSIONS WITH TEACHERS:
SCHOOL PRINCIPALS, AND THE CHILDREN, AND (3) THE USE OF
SEVERAL QUESTIONNAIRES DESIGNED FOR SELECTED CONCERT
SITUATIONS WITH CHILOREN. THE FOLLOWING CONCLUSIONS WERE MADE
AS A RESULT OF CHILDREN OBSERVING LIVE MUSIC
PERFORMANCES=-~(1) CHILDREN CAN ACQUIRE FACTS ABOUT THE MUSIC,
THE PERFORMERS, THE INSTRUMENTS PLAYED, AND THE PERFORMANCE
AS A WHOLE, (2) ATTITUDES MAY BE OBSERVED IN EXFRESSIONS OF
THEIR INTEREST. IN THE MUSIC AND DESIRE FOR STUDYING AN
ﬂz . INSTRUMENT HEARD IN THE PERFORMANCE, AND (3) TRANSFER EFFECTS
‘ IN THE AREAS OF ACCULTURATION, AND SPECIFICALLY,
] SELF-CONCEPT, ARE MOST DIFFICULT TO MEASURE. FURTHER RESEARCH
| IN THE AREA OF LIVE PERFORMANCES SHOULD INCLUDE THE USE OF
! ‘ STATISTICAL TECHNIQUES AND A DETERMINATION OF THE
EFFECTIVENESS OF DIFFERENT METHODS OF PRESENTING MUSIC. (ES)
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Introduction
Txpanding horizens for any field may be revealed when one who

is trained in a particular discipline is able to experience a wider
scops for the applicatien of his special lmowledge and skills. Such
was the case vhen the writer became involved for a year in a research
pliot study seeking to avaluate the effects of music performances uponV
#chool. children, especially children vho wers considered disadvantaged,
or culturally deprived. 'Hor*izons for the writer in terms of his own
specialty, Music Therapy, expanded as he observad some examples of the
effects of "live® musig. performances in "disadvén%aged" sgchools and
was stinudated to spsculate about applications of Music Therapy into
the breader fields of education and of music parformance. It is the
goal of this paper to describe how these expanding horizons were per-
coived, \gnow basic evaiuation was attempied in the pilot study, and how
further study and research might be conducted so as 4o promote the

furtherance of such horizon-stretching,

Definition and Discussion of Terms
Certain terms in this paper nead to be defined and discussed, |
" {from a pailosophical stagxdpaint 238 well a8 a.scientific one.)
Disadvantaged is 2 bterm which generally refers to parsons
in our society whoéé 'ezdstence'ié écon;imically marginal, and whe
have not had (or whc'»v afe nat' fsek:.np,) tha ‘a.dvantagas most other
people in this sodc;%.y do ha,ve; Eiaf?burger describes disadvantaged

children as follows:




Children who, all too often, reflrst in their school
exporienceg indifference to responsibility, non—purposeful
activity, poor health hebits, and inadequate communication
skilis, These youths have limited experiences of the sort
expncted by the school, such as responsibility, msaning€ul
independence, and contact with social, cultural, pelitical
ideas, and institutions; little mastery of reading skills;

and a failure syndrome resultant from apathy because of

poor adult models, community and neighborhcod indifference, and
a total experience which offers no precedent for success,

Culturglly devrived is a term which is usually associated
with those who are described as disadvantaged from the socio-econcwic j

standpoint. Howevar, like Juvenils delinquency, cultural deprivation
can occur in children from middle and upper socio-sconomic levels,
and is often a product of neglact, or indifference on the part of the
principal environmental contacts of the child--parents, schools, ub~
culture, ebc. It implies a deprivation of contact or involvement in
all aspects of our oun culturs, particularly as communicated through
the arts.’

Compansatory edueation is a tarm usually emplaoy~d in the
field of special or exceptional child education, but which more

recently has bsen applied to education which is intended to "moke=up"
for that which sc;sne individuals and groups within our society have
lacléed in their own experiences in oublic education. To quote
Marburger again:

The principle of compensatory education has long been recognized

by educators and citizens in the form of a different and additive
exparience for the physically and emoticnally disadvantaged youth.
The deaf child needs smcial equipment and teachers if he is to
survive the school situation. The blind, the erippled and the
cardiac children also nesd specialized personnel, maberials,
equipnent. ard facilities if they are to achieva school success,
These additives the taxpayer provides so that the educator can
teach. With them,; educatoras have made school success and the

geod life available to the physically handicappad. How ironic

that they are (so far) unable to do the same for millions of
childresn whose only handicap is the poverty of wvarious kinds they ,
have endured, which makes them unable te lsarn adeguately at school.
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The main problem in defining cultural deprivation, the
disadvantaged, and compensatory education develops when decisions
have to be made as to speeifically who fits into the categories, and
gxactly how much compsnsatory esducaiion should they ba given. At
prasent fedaral government programs in the "war on povarty® set up
certain eriteria, such as a family with an annual income of under
$3,000 being considered disadvantaged. Where a large percentage of

children in a school come from such familiss the schools become eligi=
bls for certain federal aid aseistance programs. It is not the intc;n-
tion of this paper to go into detail about such programs, but only to
note 'thq difficulty=~other than in broad ;, general vays=-of det’ining
precisaly what the t~rms mean. (This may bm compar~d with problems
-of prec:lsé diagnosis of sickness or of behavior analysis ofien
encounterad by the Music The-apist.)

From a philosophical poirt of view one must consider the
question of standards of cultural adequacy, standarda or levels of
adequate "advantage," end educational standards in general if one
is concerned about compensatory measures. Vhen any 1leval of govern-
mert undertakes to balance the scales and 10 determine what is "fair"

and nacessary in educatlon for all. children, it is inevitably involvad
in standards.

By and large such standards are constantly changing and
evolving. Leadership is provided by institutions of higher learning,
governmental agencies, parents, teachers, and ultimately, in a
democracy, by all ef "the pecple.” In a country with as much diversity
as wa have, standards-=even minimum standards-~must be carefully
considered. There is always the danger of imposing some standards upon :

certoin sub-units of our culturs which would not be mosi desirabl to

person\a in that sub~-culture.
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Parhaps the key concept is one of providing the opportunity
to everyone within our culture to be exposed to the widest possible’
spectrum of cultural stimuli, and the vigilant attempt to avoid any
tou=great a narrowing of such stimuli, or gatting too rigid or too

personal standards of t:ste for others.

ClT ot

It is obvious that care must be taken in deciding whare theras
is cultural disadvant;\ge or cultural 'dep;‘ivation in our schools. In
the U.S.A. thqré is a general agreement that every child has a right
to be basically educated in music as well as in the other academie areas
of the "three Ris." This means regular and frequent exposure and
teaching. Them ara many s chcols which do not meet such a basic stand-
ard. - Maﬁy of these schools ¥“qualify" for the present federal assistance in
' compensatory educ:tion for the disaivantaged. The many others which do
not meet such criteria and yet do net have music education 2t the minimal
level also would seem to deserve consideration f;r Yeompensatory educa=
tion" efforts. But that is another mé\ttero
In this project tha funds for live music performances in schools

Were provided mostly by the federal government. Most of the performances

observed by the writer in the Wspanola Valley and in Albuquergue, New o
Mexico were arranged by Youth Concerts of New Mex igo under the direction i
of Mras, Charles Collier. Ol;her‘s s especially some programs given in
Albuquerque schools, were arranged through the public school music
supervisor, Mrs, Virginia LaPine. The pilot evaluation project of
196667 was sponsored by the University of New Mexio Departmsnt of
Music, and was originally proposed by Dr. Jack Stephenscn of that
departmsnt. The writer was recruited %o direct the research project.

The Youth Concerts format is bas'ed on the following "Guiding
Principles:"




Arts veaching has az its objective the fullest development
possible of the creative potential of each child, Wffective
arts teaching must inciude early and continuing exposure to
and involvement in tha best of arts expression from all the
many cultures of the world spanning the past and the present,
Live performing arts prasentations embody powerful teaching
tools, In conditioning children and developing their sensi-
tivity towards the arts, the impact of the personal communi-
cation servas as one of the most important means of teaching,

By involving the child

By awakening innate responses to creative expression

By developing new attitudes

By increasing the ability to diseriminate

By stimulating the desire to participate and create

By arousing awareness of values in the child's own cultural
heritage and bty introdueing the child to other than his
own cultural traditions, allowing comparison of the
varied streams of creative exprossion with recognition
of the place of each in the panorama of man’s artistic
achievemsnt from all over the world.

The procedurss involved in the Youth Concerts were:

1.

2,

3.

bo
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Planning by YOUTH CONC¥RTS and school authoritics to select
events, schedule performances, make survey of facilitiss and
establish educational oblectives,

YOUTH CONC™RTS books artists. Provides artists with schedules
and analysis of cach audience. Flexible basic repertory chosen.

Pra-Concert Orientation

Conferances with principals ard teachers and objectives dis-
cussed. Advawnce materials provided schools such as flyers,
posters, teaciing guides, programs, films, etc, Specification
for physical setiing of event gone over with appropriate school
representative including seating of audience, stage, lighting,
amplification. Form of opening event with announcement by
principal or music teacher and similar details carefully planned.
Preparation and relcase of press notices.

Supervision of esvent by YOUTH CONCTRTS representative, a
qualified performing arts educational specialist.

Follow=up procedures to intensify experience.

Distribution of proposed follow~up materials reflecting lossons
learned and materiasl presented in recent experience. Suggestions
of appropriate films, recordings and books to reinforce program. 6
Tests, and suggestions for using experience in other disciplines,

In dévising evaluation procedures the writer first observed scveral of the

parfomances in schools. The first series of school conecerts observed were

in disadvantaged schools in the Wspa¥iola Valley and in Santa Fe. The Schoh-

feld Duo, composed of Alice Schonfeld, violin, ard her sister Tleoncre
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Schonfeld, cellc, wers the performing artists. A total of 5500 students
in grades K through High Schiocl heard the live performances. Soms of
the experiences can be illustrated through the following SHID"‘S AND

T e h i nek A o e &Pa i e o s war. T Al

TAP® R™CORNINGS ¢
Slides

1, “apitiola "lementary - school yard (coler-Michel)

St e el S

2, v " = school (color=Michel) |
3. DUC arriving at a school (#1) = (B & W~Collier)
Yo Children awaiting'DUO (#3) | (B & kW=Collier)

5, Children enticipating their turn to hear DUO {#12) (B & W-Collier)

I R I UL O

é. DUO performing (# ) (B & W=Ccllier)

%% TAP™ RWCORDING -~ SCHONFWLD DUO -~ several excerpts from Ravel's
“Tres Vif¥ (cues:...jazz -"bass fiddle plucked®)

7. Avdience listening (#L)

8. Audience applauding {#5)

9o Audiance - {typical cafetorium concert haill)

10, Audience participation = child playing 2 real Strad Cello (#18)

11, Audience participation - child playing cello in the DUO (#19) ~ girl

on violi
12, Audience participation - child playing celloe in DUO (#8) - voy

| F#% TAP® R*CORDING (child pla.ging "cello, Alice plays "Buinkle, Twinkle¥

13. Children applauding thelr “reprssentative" - (#21) close up

. o Another aprtist who performed later, Daniel Domb, %cello, illustirates
involvement of older children -(GLASS SLIDR)

Purposes and Problems

After several observations of this type, the YPurposes and

Problems” of the study were developed more specifically. Originally
the purpose of the project was to evailuate both methods and effects of

live music performances. However, since methods may best be refined and

tested aftor offects of a learning=teaching process have been determined
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more specifically, and education goals set, it was decided to
coneentrate on evaluating gffects. postmﬁﬁg a study of methods
] until later, when specifiec m»tﬁods of presentation might be com-
pared, e.g., prs=concart briefing vnfsus no briefing of children.
(Methods of presentation in this study were not completely
ignorgdc. As noted above, changir‘:g“and improving approaches was a

o e s e Bk et T o S kX s it et e T e a1 T A

natural part of the process of the live music performances. From

the obaervations of performances a list of "do's and don'ts” were
collected into a preliminary manual to guide future performers,
teachefs » and administrators.)

R I N U P T

it e gt et tteer et

Results of any procedure in schoole ought to be evaluated in
terms of learningo This becams the focus fw the present study. Am" )
learning from exposure tq the live music performances should be
measurable in ¢ erms of facts and attitudes, as is true for other
learning experiences. In this study the facts and attitudes soﬁght
vould be dizectly related to the music and its performancs, In addi-
tion, some pessible transfer effects of the experience might be
.measurable'o It wae hopad such transfer effeéts, in *'cer'ms‘ of the
implications of the experiencs for cultixraily deprived childrsn,
might be found in changes of self-cohcept s Or in newly developed

ewarenesses of the larger culture of which they were a part. Also,
such implications might be observed for the child who was a member of
a sub=cultural group within a muiti«cultumd community., whether or not
he was "disadvantaged." The problem .was formulated, therefors, as
follous: |

| 1. ¥%hen children are exposed to live music performances what

F will be some of the specific cutcomes in terms of learning:

about musical instrumants, hew they are played, how one might
begin study on them; in terms of historical and stylistie

aspects of the music, the composer; in terms of the intended

function of the music, facts about the performers, and similar

facts related to the performance and the music?
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2, What will be some of the specific outcomes in terms of
abtitudes as seen in bthe children, =.g., Loward attending
future performances, possible future study on the instruments
played, or toward hearing the sams music (or similar musie) again?

3, What transfer effects of the musical exparience in terms of
implications for the disadvantaged and culturally isolated child
might be observed? Will there be clues as Lo how such experience
might serve to ephance the child's selfwconespt? - In his becoming
better acculburabed to the larger society in which he 1lives?

Before proceeding with a description of the Methods and Procedures
sitployed in the evaluaiion project some fuarther examples of the types of
concerts presented may be in order. These excerpls by no means represent
the enbire rangs of soloists and groups presenited, but they do illustrate
some of the characteristics of such concerts, and asome of the variables

which neaded $o be considered in any evaluation offeffects."”

TAP™ RTCORD™D WXAMPL®S:

IT. Musieal Arts Veeal Trio (A San Francisco group): Yvonne Cadwallader,
Florence Bierman, and Allan Price, with Wine Comel, pianist-director.
Yilustrate vocal Lechniques. ‘

- This group was presented mostly to junior and senior high schocl
students, bub could easily have adapbed their program for younger
c¢hildiren.

- The excerpts really do not do justice to the versatility of the
group in their singing of arias and choruses from Opera, and in
illustreving 2 survey of the history of Opera, bui they dc show
some special techniques of gelbing audience involvement,

- and alse their tse of folk-music material ("I Bought Me a Cat®)

%o insures continuous involvement and identification by audience.

w#et  PLAY TAPR

ITT. Vocal Soloist: Jeanne Grealish, with Prof. Jane Snow, of the University

of New Mexico.
- This illustrates (1) the use of University level artist-teachers,

and (2) techniques employed with elementaryschool children.

w34 PIAY TAF® (W1f Song -» explanation and singing)

IV. University of New Mexico Student Woodwind Quintet: Tom Sullivan,
Rhonda Beauchemp, Michael Shaver, Robert Nossett, and Peter Benni,
under the direction of Prof. James Thornbton.
~T1ls trates how instruments were demonstrated and related to their

function in the music 16 be played. This group served as the basis
for one of the evaluation questicnnaires %o be described below.

it PLAY ‘PAPR
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2o What will be some of the specific outcomes in terms of
atbitudes as seen in the children, e.g«, toward attending
future performances, possible future study on the instruments
played, or toward hearing the sama music (or similar music) agein?

3. What transfer effacts of the musical experience in terms of
implicatlons for the disadvantaged and culturally isolated child
might b~ observed? Will there be clues as to how such expsrience
night serve to enhance the child's selfwconcapt? « In his bacoming
better acculturated to the larger soclety in which he lives?

Bafore proceeding with a description of the Methods and Piocedursa
suployed in the evaluation project some further examples of the types of
coneerts presented may be in order. These excerpts by no means raprasant
the entire rangs of cololsts and groups prasented, but they do illustrate
some of the characteristics of such concerts, and scame of the variables

which neaded to be considered in gny evaluation ofiteffects.!

TAP™ RTCORD™D wXAMPLYS:

IT. Musiecal Arts Voeal Trio (A San Francisco group): Yvonne Cadwallader,
Florence Bierman, and Allan Price, with Nipno Comel, pisnlstediractore
Y1lustrate vocal techniquas.

- This group was presented mostly to junior and sanior hipgh schicol
atudents, bub could easily have adapbed their program for youngar
children,

~ The excerpts rwally do not do Justice to the versatility of tha
group in thelr singing of arias and choruses from Opera, and in
iliustrating a2 survey of tihm history of Opera, but they do show
some special technicques of galbing audience involvenent,

- and alse their wse of folk~music material ("I Bought Ma o Cat®)
to insure continuous involvement and identification by audisnce.

#HEA PLIAY TAPR

ITX. Voecal Soloish: Jeanne Graalish, with Prof. Jana Snow, of th» Univarsity
of New Mexico,
- This illustrates (1) the use of Universiby level artist~teachers,
and {2) techniques employed with elementaryschool childrens

%3 PLIAY TAFYW  (Wif Seng - explanation and singing)
IV, HUrdversity of New Mexico Student Woodwind Quintel: Tom Sullivan,

Rhonda Beauchamp, Michael Shaver, Robert Nossett, and Peter Benni,
under the dicection of Prof. James Thorabone.

~I1lws trates how instrments ware demonstratrd and related to their
function in the music o ba played. This group cervaed as the basis
for one of the evaluation questicnnaires to be dececribed balow.
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Vo Bancer, Yo Genbry: Perhaps batier than any other performance this
lllustrates a creabive aporoach to the teaching-performing technique.
In this particular recording Miss Gentry involved some 300 1lst, 2rd,
and 3rd gradews in her modern dance improvisations usimg rpcorded
gounds such as drums, train whistle, and Oriental music.

stk PLAY TAP®  Show Slide (Glass /2)

VI. Harpist. Susang McDonald: Illustrates the tmaching-parformance with a
unique instrument, the harp, with over 400 students (crowded and seated
on the floor in aPcafetorium™® of the Pajarito school in Albuguerque,)
and how children were involved in playing tha harp (glissandos,)
Questions and answar psriod.
#tid PLAY TAPR  Show Slide (Glass # |
VII. Youth Symphony: i
Consisting of school-aga performers in the Albuquarque Youth Symphony. ;
- Illuetrates the presentation of a large group, with the "stimulus-models"
for disadvantaged children being childran of thair own age and from
the samo gqnnral 1ocal¢o

I PLAY TAPT
VIII. Flamepco Dancer and Guitarist. Vicepbe and Mizuel Romero:

. - -~ Illustrates ths poteptial for sali-concapt snhancement for soms of

' the disadvantoged childrsn through provision-ef an easy~to-identify
with stimuius~figure, and throush calling attention to important
contributions of the Spanish traditions and culture t6 our own tot.al
cultural life in America.

wwenk PLAY TAP® (note: reconied at Tspanole High School)

Methods and Prz.scg‘ duras

As noted above, evaluation began'with observations ¢f numerous

parformances of live musie in the schools. Oecas:.onal interviews amd
discussgions with thn parformers, the teachers, and school principals, and
somebimes the children, also, were done. Saveral expsrimental quastion-
naires, designed 40 be usad with the children in selscted conesrt situations
were developed for more precise evaluation. |

Tha first questionnaim form was used ab one of ths schools where
the Albuguerque Youth Symphony performsd on ite first epring tour. Although
only a few students were given the questionnairn, it served to try out pre-

and post-concert faaizzming of information gained. It also provided a guide

EKC

Aruitoxt provided by Eic:
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for teachrrs b0 whom it was sent; these teachers wers asked 40 write
a letter evaluating the reacyions of the children to the concert at
their particular school,

The second quastionnaire resulted from a series of obsarvations
of performances bty the University studsnt woodwind quintet. Based on
what the grsup had been trying to teach and on questions asked by the
childran, this guestiocanaive was developed for use in pra= and posi~test
sampling al one ™spanela school whers the cuintet was scheduled to pey-
form, The questions deald with facts and attitudes aboub the music and
its performance (including instruments, performsrs, otc.). In addition,
a faw questions were used to éttampt to determine the predominant modes
of raspons= chosen by the children to music (intellectual, sensory,
associational, emcticnal.)?

Tam questionnaire was distributed to 333 students in an elementary
school in Wspanola, Wew Mexico a few days befora the scheduled concert,
and then given oub again to the same students several days after the
concert. Children rasponéing wepa all from 4th, 5th, and 6th grades,
Questions were of the multirvle~choice type,

A third questionnaire was developed as a follow~up evaluation of
a concert by the Albuguergue Youth Symphony in Wspanola., This guestions
naire was given only once: thrae days after the concert. It was designed
%0 =licit (in ten muliipla-~choice questions) some of the fachks expected
to have been imparted through the concert, and (in a free-response
quastion) to elicit some “fres" commenbs from the children. Respondants
were all 5th and 6th grode studants firom sevufal schools in the Wapﬁﬁbla
Vallay., {Cther studsnts who aittended were from Junior and senior high

schools, bub were not given the questiornairae).
P q




11

A final method of evaluebion was a nenorandum=guestionnaires
sent out to all teachers, principals, performers, and others who had
participated in the program (both in Vispanola and in Albuquerque)

witich asked for general comments and avaluation,

Resulta

l. From the questionnaires sent to one school for pre- and poste
concart evaluation of the Youth Symphony Cencert, there was a
large gain from pre- Lo post-response in percentage of correct
answers £o two questions which concerned (1) the type of music
that symphony orchestras play ("rapressntative of many diffepent
styles’) and (2) the actnal sige of s syuphony orchestra. For

. other questions, howaver, thers was a decreass in parcentage

of correct rasponses,t@; 4., a question dealing with when the
"best" time was for a child to begin study on an instrument. It was
speculated that this decrease was dus to a confusion in information
cxpected Lo be presented and that which actually was presented to
the children at the concert.

An additional source of evaluation of this particular conecert
came from letters sent by principals and teachers in the schools vwhers
children heard the symphony performance. By and largs these letters
reported a favorable raception and ragponsm by most of tha siudents to

the concerts, '

2. The questionnaire which concerned the University Woodwind Quintet
Performance given for 4th, 5th » and 6th graders in epanola
received many interesting esponges and in all questions, showed
2 decided differsnce betwaen pre~ and post-concert answers.

{This questionnaive insirumsnt was being tried ocut as much for

tha feasibility of using questionnaires as it was to compare
information held by the children. It was by no means an attempt

b0 "oest” their knowledge about music in geouerai, nor even what
they had learned in tote from the exposure to the woodwind quintet.)

NP Y

An example of responses and theip change from pra- to poast—concert
qusstionning is found in the nuuber of children who indicated they
had never'atterded a concert’before: from L9 in the pre-concert

group %o only 12 in the post-concert group.(l) This is an example

of possible ambiguity in the guestion, i.e., perhaps somes did nob
think of the school parformance as a "concarb."

Other multiple choice questions showed Jlarge increases in

. pereentags of corrsct responses between bre- and post~concert

] SNSWers, e.g., 56% found that the tuba wes ¥OT a member of the
woodwind quintet afber Lha concert, while oniy 39% had racognizaed
this before; and 68% found that the bagsoon was the largest
instrument in the quintet afiepr the conearrty while only 37% knetw

this before. Similar gains wers shown in other questions cone~rping




the quinteb, the music, atec.

Comparison of pre= and post-concert responses in the attitude
area, through a question asking which instrument in a group of
10 the respondent would like to stuly, showed a large favorable
gain for the instruments in the ouintet--for all of the instru-
ments except the clarinet. No attempt has yet been made to
interpret this rinding?

As for modes of response chosen by the children, there appsared
to be littls change bettesn pre- and postwconcert responses,
axcept for a vary slight increase in the use of the "intellectualh
rasponse category. The majority of vesponses of the children for
both prewand post-concert wers in the other three categoriegew
Sensory, emotional and associational., Vhethar or not the change
in mode of regponses had any relationship to the selfwconcept or

- other extra-musical concepts of children can only be speculated
at this point.

3. The follew-up questionnaire used with Wspanola Valley children 3
after the Youth Symphony concert, received many interesting and ]
sometines surprising responses, =.g., 103 of 282 questioned had
never attended a symphony orchestra concert before, but 142 HAD :
attended such a concert at least ons time before and 37 had attended
more than 3 such concerts. As for Penjoyment® of the concert only
two chose the response "not at all," 31 chese the respons= "not
much," 44 choze "a little," 56 ~ "a great deal." and 153 cho5e
fvery much" as their response.

. Responses relating to facts about symphony orchestras, music
they play, instruments in them, composers, and musical forms
(questions developed from the concert to be pressnted) indicated
that some learning apparently had taken place from the concert
- (although, without using the prespost-concert tachnique, it was
impossible o be certain the knowledge was gained from the concert
exposure alone,)

Questions on composers and musical forms received the most
incorrect responsaes probably due to no emphasis on this at the
concert. - Much more rsvealing than any of the multiple-choice
qQuestions were the more or less open-ended responsefio the
question inviting the children to write something about how the
music affeciad them. Answers to this last question ranged from
¥I was bored” to "I was on the edge of my seat the whole tima."
Many said the music reminded them of g specific person, place.,
or avent; some mentioned TV shows and cartoons, others, a story
they had read., The majority of these responses could be clagsiw
fied as being very positive, and perhaps indicative of strong
personal involvenent,

Comments from teachers, principals, participant-parformers., and
University professors often referred to the unigue valis of the
live performance exposure for its learning potential. -




Conclusions

In answer to the three questions stated as the Problem the
following cenclusions may be made:

1. Specific, measurable cutcomes may be observed in terms of
learning when children are exposed to @ live music perform-
ance, such ouLcomes being seen as facts acquirad about the
miasic, the parformers, the instruments played, and the
perforizance as a whole.

o' Specific measurable oubcomes in terms of attitudes toward
all the factors of a live music performance (as in 1 above)
may e observed in expressions of the child’s interest in
the music, in.his desire for studying an instrumernt heard
in the performance, and in other responses,

So Transfer effects in the armas of acculiuration, and Specifi-
cally, “selfwconcept", are most difficult to measure. Some
clues may be found in "free? responses children make in verbal
sxpression about the concert experience. but more specifiec
measuraments need to be devised to gt at this problem. Also, :
the principle that if transfer =ffects ars 4o occur they must 1
be specifically programmed is one which seems to apply. (In
this study, only hints that such effects occurred were obtained.)

BT, T

dmplications
Further research seems indicated from this pilot stwdy.

Resulis should be more stringently measured through statistical

techniques. e.g., significant differonces, if any., should be calcu~
lated betwean pre- and post-concert questiomnaire responses. {Such
techniques wera allowed for but nob employed in the pilot study.)
Farther studies should evaluate relative effactiveness of
methods of presenting the music. ¥valuation of resulits should employ
other techniques basides pra- and post~concert quegtionnaires, such
as cagse studies and inbervieus, experimental sampling of choice~
behavior toward music prefarences througn oparant methods, bshavior

analysis ratings, projective tests, and tests of prrsonaliiy.
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The highly probables value of extension of the use of "live

music performaness as an effective means of education in music is

implied by this study, while at the same time the need for carsful and

widespread evaluation is recognized. This implication may extond to

other areas of education where the "live" perfomayice, especially by

professionals, may be useful, e.g., in dramatizing literaturs and

history. The use of live music performance to teach extra-~musical

facts in other subject matter aceas and to influsnce attitudes are

other implications,

It is recognized that future stuiies need to scientifically

sbudy the problem of the relative vglue of the liva performance compared

with recorded performances.

What are the implications for the "expanding horigons for Music

Therapy?" Music Therapy principles, practices, end research techniques

all may be pertinent. The evolving role of the Music Therapist in the

comprehensive community mrntal health movement, aimost demands that the

RMT concern himself with cducation and the schools. Fxperiences of

Music Therapists working in special education programs in 'publi; schools

2lready have been veported. Several reports alsc have besen made of the

need for and use of Music Therepy in a veriety of community health

geblings, some overdapping the public schools {mgf‘, Juvenile u-11- . v

" meew w

< * -

courts)., Is it not logiesl that the Musie Therapists apply his prihciples

to "compensatory education for the disadvantaged?" .
Music Therapists might well anticipate axpanding their hovizons
to cocperative work mith music educators and music performers, both

profassional and volunteer, and the sharing of their knowladgs and

special skiils in joint projects in the school. ™valuation of resulte
of these ~fforts are as important as evaluation in therapy—se technique

vhich the well-trained therapist should be able to apply. Another

o s o e . . e




exapple of what the Music Therapist might share in the school situwabion

is his knowledge of the uze of the mood in’g‘iuences of music. This might
well apply to planning of Live music performances for their best educational
affact,

Un the other hand, a reappraisal of the uses of live performance
of music in clinicihl situations might be in order for the Music Therapist,
in view of the implications seen in educational applications. If involve-
ment betwaen parformer and usténer caﬁ ba s0 immediate and effective this
may be extramely important to Music Therapy, where involvement is a key
t0 beginning eftactive therapeutic relationships.

The distant horizon for 'i'-hza Music Therapist, as for every health
worker, is Yproventive medicifie.” Are the present developments in music
mducation, as eeen through the effectivensss of live music performances,
plus the increasing need for Music Therapists in comprehensive community
health programs, actually two spirals or "dust-devils" which will soon .
converge and join forees moving toward an expanding horizon for Music

Therapy?

FINAL SLID%

RTINS a ¢ e . C e oy g e s st epe L . - ca
Sl R ey - 4 STy e ¢




3o
le
5o

6o
7o

8.

e e P o en i e ta e L e . e o vt o e

RUSeRE SR L0 e R R EAEIULGITIIVEIANTI S s n e B T I T TR

RWFERANCYS

Webster's New International Dictiocnary, unabridged, 2nd ed-,
1950, “Riverside Pregs, Cambridge, Mass., p. 740.

Carl L. Marburger, "New Dimensions of Wdncational Programs for
Disadvantaged Youths", Music Fducators Journal, 53, 3,
Maxrch 967, Be Llo

Webster’s New International Dictionary, p. 703,
Marburger, ». 42.

Ninz Perera Collier, "1966~-67 Report - Title I Projecta and
Other Tspanola Valley Pilot Program Research', 1967,
Pe Lo {unpublished report)

Collier, po 3.

Robert W. Yingling, "Classification of Reaction Patterns in

Listening to Music,"™ Journal of Research in Musie Fducation,
1962, 10(2), 105-120,

killiam F. White and Walter Allen, "Psychodramatic Wffects of
Music as a Psychotherapeutic Agent,” Journal of Music
Therapy, 1965, 2, III, 69~71:

T T e Y A R -

L A Selari e Lk el




